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THIS ESSAY deals with certain methods of teaching north Indian 
classical vocal music that can be profitably used in our academic 
institutions, schools, colleges and universities. A reflection of the 
long experience of the famous Rampur-Sadarang tradition, these 
methods of instruction have been bequeathed to me by my teacher, 
the late Dr K.C D. Brihaspati, who combined in himself a rare 
excellence in the practical and theoretical sides of our classical 
music. There is no reason why these modes of instruction cannot 
be adopted today in our institutional system of music education. 

It is widely believed, not without justification, that the institu- 
tional system of music teaching that has emerged in our country has 
Not so far produced significant results. There are many reasons why 
this has been so, as the keynote paper of this collection has 
excellently analyzed. For my part, I wish to bring into relief what 
Dr Brihaspati used to point out with regard to certain lacks in the 
teaching practices obtaining at our universities and colleges. First, 
although Laya is the basis of singing, not enough attention is given 
at these institutions to the problem of how to develop a correct 
sense of Laya among students. It has often been found that students 
are not made to undertake right from the beginning sufficient 
Practice in tala nor are they taught what the correct Laya is. It is 
only with enough practice that one can achieve minimum command 
over Laya. The individual who can sing correctly in a given tala, 
counting the Matrds, is one who has achieved some command over 
Laya. , 

Secondly, a common enough teaching practice = that a teac fier 
first dictates to his students the notation of a Bandis or composition 
Set to a particular raga and a particular tala. This is wrong. ns 
teacher should begin by singing the composition in its various paris 
according to the given tala, so that the attention of the student is 
drawn more towards the Talamatrik characteristics of the parts and 
less towards the Swaras. A sufficient amount of practice in this 
style will make the student automatically grasp the character of the 
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tala-based Bandi§; and it is then that he can be given the notation 
of the composition. 

A third defective mode widely prevalent is teachers making 
their students practise the Alap by counting the Matrds. Actually 
the students should be taught the system and principles of ragalap 
so that they can themselves pick up the correct Matra from where 
the Mukhrd starts. Another drawback is that not enough attention 
is given to making the students grasp the individuality and distinctive 
lilt of the different talas. This becomes self-defeating particularly 
in the case of those taélas which have the same number of Matras 
but are different in their gait and lilt. For example Trital, Tilwara 
and Jat have sixteen beats; but each of these Talas has a distinctive 
individuality, which every student must be made to grasp. Finally, 
most teachers do not underline the importance of language, diction 
and pronunciation in rendering a composition. With the result that 
the rendering of the song becomes listless and a jumble of 
Meaningless sounds. 

In order to overcome the aforementioned and other like 
limitations, the teacher may adopt the following guidelines 
formulated by Dr Brihaspati to initiate the student in an effective 
mode of practice work (Riy4z). The first and foremost task is to 
involve a student in rigorous and elaborate Swara-sadhana. What is 
important here is to see that the student himself learns how to 
conirol his voice correctly. There is, after all, a world of difference 
between singing loudly and merely shrieking. Practising the Akar 
by keeping the mouth sufficiently open and the body straight is 
essential for developing a deep sonorous voice emerging from the 
nayel. 

The next step for the teacher is to lead the student to certain 
small combinations of notes within the framework of and in keeping 
with the Chalan of a particular raga. These combinations should be 
practised by the student by showing the correct Matras by hand. In 
the beginning each beat of the tala should synchronize with each 
Swara; this will ensure the clarity of each note. The said note 
combinations framed in keeping with a particular raga and its 
Chalan should then be multiplied in both the Aroha and Avaroha of 
the riga. The student should also be encouraged to make such 
note combinations on his own. 

The third important step is to initiate the student into the 
principles of Tana. It should be seen that the student first prepares 
and practises a few Paltds in the proper Laya, these Paltas being 
obviously constructed within the framework of a given raga-struc- 
ture. One should assume at this stage that these Paltas are composed 
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in a tala that has only one beat. At the outset the student should 
practise these Paltas at slow speed. The movement from one note 
to another should be smooth and unbroken; and each note should 
glide and not jump into the next note, as though each successive 
note were born in the womb of its predecessor. 

It goes without saying that the teacher should see that a student 
sings in his or her own scale. Once the proper scale for a student 
has been fixed, the teacher may see that during his practice work 
the student sings in a scale one scale lower than his proper scale; 
this would help the student reach the notes of the Tdr-saptak 
(upper octave) with ease as well as produce the Sapat-tan without 
difficulty. It is advisable to consider the Pancham of the Mandra- 
saptak (middle octave) as one’s base-note and do one’s practice 
work accordingly. This improves the quality of the voice. 

The yarious Paltds in different ragas should be memorized 
thoroughly through consistent practice. Once this is done, the 
student should be advised to sing two notes under one Matra. One 
should give the beat on each Matra. After singing each Tana, one 
must pick up the Mukhra of the composition. The teacher should 
See that the Tanas are practised by the student in this way in 
vatious Laykdris, such as Ekgun, Dugun, Caugun, etc. Take the 
following illustration in the raga Yaman: 


om Z 
Ni. GM PM MG RS / NR GM ND PM MG RSJ 
NR GM DN ND PM MG RS } NR GM DN RS ND PM MG RS f 
NR GM DN RG RS ND PM MG RS [ NR GM DN RG MP Mo 
32 a 
RS ND PM MG RS | 


Needless to point out, from the Paltds several varieties of the Tana 
can be produced by the student through his exercises. 

It is necessary that the teacher shows the student how greatly 
important is the role of the Mukhra of a song in rendering our 
vocal music. In fact, to present the Mukhrd aesthetically is the most 
important aspect of our vocal music. This, according to Dr 
Brihaspati, can be done in two ways. In the first mode, the student 
may start the Tana from any Matra he chooses; he then completes 
the Tana and picks up the Sam. In the other, he completes the 
Tana, sings the Mukhra and reaches the Sam. 7 

Great emphasis in the teaching method of the Rampur tradition 
is given to the problem of how a student can attain perfect command 
Over tala. For, as was explained by Dr Brihaspati, tala is more 
important than Swara in Indian vocal music. Therefore, to enable 
the student to sing the Swaras not merely correctly but also 
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forcefully, it is one of the primary duties of the teacher to lead the 
student to perfect his sense of Laya by unceasing practice work. It 
is this sense of Laya which is apt to remove the weaknesses of the 
voice and save the student from singing off-note. 

In the Rampur tradition of teaching music, the tala in a fast 
tempo is taught in a unique way. In a fast tempo it is impossible to 
count each Matra; hence the mode of keeping the tala by counting 
the Khali and Bhari only. Witness then the way in which the Tritala 
is taught by this method, in which the fast Tritala can even assume 
the form of Ektala. Thus, on equal differences, keep on counting 
1, 2, 3 and 4 demonstrating the Bhari on 1, 2 and 4 and the Khili 
on 3. Pat is known here as Zarab which means Aghat. The initial 
form of the Tritala is: 


Zarab | Zarab Zarab Khali 
Pit | Pat Pit Sunya 
Bhari | Bhari Bhari 0 


This implies, as has been said, that in Druta-laya or fast tempo the 
Tritala consists of four Matras. This may therefore be called the 
Ektala form of Tritala. The Dvikal form of the Tritdla is: 

7 8/1 213 4/5 6 

Pat | Pat s | Pat s| Sunya s 

Bhari s | Bhari s | Bhari s}0 s 
This form of Tritila is thus assumed to be composed of eight 


Matras. The Bhari is on 7, 1 and 3 and the Khali is on 5. The 
ChatuSkal form of Tritala is: 


13 141516 | 1 23415 ° 678{9 101112 
Pits s_ s| Pat sss|Pat ss sgs|Sunyas s 8 
Talis s sj] Tali sss | Tali sss|Khali s s §& 
Here the Bhari is on 13, 1 and 5 while the Khili is on 9. 
Let me now explain the method of teaching Vilambit-khayal set 


to Chatuskal-ektala, which means each Matra of the Ektala is equal 
to four Matras. Thus in numbers, it is: 
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1 sss 2 sss 3 sss 4 sss 5 sss 6 sss 
7 sss 8 sss 9sss I10sss I1sss 12 sss 


This is translated in the following Bol: 
Dhin sss Dhin sss Dha s Ges Ti Ra Ki Ta 
<———— ~— ~~ ~~ 
Tu sss Na sss Ka sss Tta sss 
- ~~” 


Dha s Ge s TiRaNiTa Dhin sss Na sss 


While playing this on the Tabla, the Bols of the tala are as follows: 











1 x 3 0 

13 14 15 16/1 2 3 4; 5 6 7 8| 9 . 10 11 12 
Ta Dhin Dhin Ta}Ta Dhin Dhin Taj] Ta Dhin Dhin Ta} Dha Tin Tio Ta 
45 46 47 48 | 1 2 3 4} 5 6 7 8 | 9 10 11 12 
Nass Na Nn Dhin Ke Ke _ Kiki| Dhin Ke Ke Kiki} Dhd s  Dhaga Dhaga 








13 14 15 16 | 17 18 19 20 | 21 22 23 24 | 25 26 27 28 


Te Re Ke Te!Tu Ke Ke Kiki| Na s Na Nao| Kat Ke Ke __ Kiki 











29 30 31 32 | 33 34 35 36 | 37 38 39 40 | 41 42 43 44 


Tin Ke Ke Kiki] Dha s Dhaga Dhaga}Te Re Ke Te|Dhin Ke Ke Kiki 
A ESN IES at, pA IRE 5A hk SIN EE Bh SAS ET EN 


The above 48 Matras of Ektala are written according to the Matra- 
division of Tritala, because three Avartas (rounds) of the Tritala 
make 48 Matras (i.e., 163). These Bols of the Ektdla should be 
Practised according to the Khili-bhari arrangement of the Tritala. 


“ For lack of space, I cannot take up here as illustrative material, 
ai Vilambit-khay4l composition set to catuskal-ektala. It will 
Er sh a useful for the teacher to take up such a composition in 
(circles) psa. and Antara are written in the three Avartanas 
pr ek the TritaJa, which would mean that one can sing the . 
a Eo 10n in the Theka of the Tritala as well. The teacher should 
ee © see that the Student in his practice work learns how to 
8 the Khayal by keeping up the Theka of the Tritala by his hand; 
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it will be then soon found that the composition has been easily 
memorized by the student, with the Tala moving in its regular 
rhythm. Thus will almost automatically emerge the student’s control 
over Laya and tala. He will no longer be troubled if a Tabla- 
player accompanying him errs by missing half or one Matra while 
playing to a Vilambit composition of 48 Matras. This method of 
teaching Khaydl can be easily adopted in a class of ten or fifteen 
students. If the students are keeping the tala with their hands and 
singing the notes on particular beats with force, then their control 
over the tala will never go wrong anywhere. 

Once the student has acquired a good sense of tala, Laya and 
Chhanda, he should be taught those compositions which have a 
variety of Laya and unusual Bol-bant. For example: 1 2, 1 2 3, 1 2 3. 
These Matras are set to the divisions of 2, 3, 3. If the order is 
changed, then these same eight Matrds will form different patterns 
of Laya. For example: 1 2 3, 1 2,123. Or123,123, 12. Such 
Layavaicitrya (variety of Laya) will naturally add to the beauty of 
the composition. Dr Brihaspati composed various Bols for Mridanga, 
Tabla and even dance, in which he used Tihdis. Witness then the 
rectangular diagram below: 


Twelve 





Sixteen Five Ten _ Fifteen 


This diagram is equally useful to singers, instrumentalists and 
dancers. Take up any point of the numbered Matrds in the rectangle, 
count sixteen, and demonstrate the Dha. Do it three times. YOU 
then get a Tihai from each Matra. For example, start counting from 
1 above: 7, 8,9, 10, 11, 12, 13, 14, 15, 16 Dha / 7, 8, 9, 10, 11, 12, 
13, 14, 15, 16 Dha /7, 8, 9, 10, 11, 12, 13, 14, 15, 16 Dha. And you are 
immediately on the Sam after the Tihdi, You can do the same 
starting from any one of the given numbers. It’s this way that the 
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so-called mysteries of Swara, Laya and tala of a composition can 
be easily grasped by the student. 

I believe ours is an epoch in which we are witnessing a rebirth of 
Indian music. Several important treatises on music have already 
been written; and more and more people are trying to learn our 
classical music. It’s however a pity that many of our so-called gurus 
and ustdds are reluctant to impart their knowledge to students. On 
the other hand, many who are actually teaching music in schools 
and colleges are always not really qualified. It’s time we did some- 
thing to build up at our schools, colleges and universities a scientific 
system of music education based upon a very personal method of 
music teaching, a method which can draw the best out of our Guru- 
Sisya relationship. O 


